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Quartet in E-flat Major, Op. 127 
Maestoso -Allegro 
Adagio, ma non troppo e molto cantabile 
Scherzando vivace 
Finale 
Quartet in F Major, Op. 18, No. I 
Allegro con brio 
Adagio affettuoso ed appassionato 
Scherzo: Allegro molto 
Allegro 
INTERMISSION 
Quartet in in C Major, Op. 59, No. 3 
lntroduzione:Andante con moto - allegro vivace 
Andante con moto quasi allegretto 
Menuetto grazioso 
Allegro molto 
The Muir Quartet, Quartet-in-Residence at Boston University, begins its 24th anniversary 
this season. It has long been acknowledged as one of the world's most powerful and insight-
ful ensembles, distinguishing itself among audiences and critics with its "exhilarating involve-
ment" (Boston Globe), "impeccable voicing and intonation" (San Francisco Examiner) and 
"unbridled musicality"(American Record Guide). 
Winner of the 1981 Naumburg Chamber Music Award and 1980 Evian International String 
Quartet Competition, the Muir first appeared on the scene in 1980, and was greeted with 
rave reviews and an extensive feature in the New Yorker. The quartet was also featured on 
the internationally acclaimed PBS broadcast, In Performance at the White House for President 
and Mrs. Reagan. Formed in 1979 following graduation from the Curtis Institute of Mu! e 
Muir String Quartet's principal chamber music teachers were Felix Galimir and member:. ~· 
the Guarneri Quartet. 
In its commitment to advancing contemporary American music, the Muir Quartet has had 
commissioned works written for them by such distinguished somposers as Joan Tower (Night 
Fields), Sheila Silver (From Darkness Emerging), Richard Danielpour (Shadow Dances and 
Psalms of Sorrow - featured on CBS Sunday Morning), Richard Wilson (Third String Quartet), 
and Charles Fussell (Being Music -based on poetry of Walt Whitman). The quartet also gave 
the World Premiere performance of the Native American collaborative work, Circle of Faith, 
featured on National Public Radio. Recently premiered works include those by esteemed 
American composers Richard Danielpour (Feast of Fools - for bassoon and string quartet), 
Lukas Foss (String Quartet #4), Ezra Laderman (String Quartets #9 and #I 0), and Joelle 
Wallach (String Quartet #3). 
The Muir Quartet has been in residence at Boston University's School of Music since 1983, 
and gives annual summer workshops at the Boston University Tanglewood Institute (BUTI). 
The Muir has also given masterclasses at schools nationwide, including the Eastman School of 
Music, the Curtis Institute, and the Shepherd School of Music at Rice University in Houston, 
Texas. For over a decade, the quartet has taught, coached, and administered the Advanced 
Quartet Program at the Summit Institute for the Arts and Humanities in Utah, formerly the 
Sne>wbird Institute now in Park City, Utah, where the Muir works in tandem with composer 
Jc: wer. 
In keeping with the quartet's namesake, the great naturalist, explorer and Sierra Club 
Founder, John Muir, the quartet donates proceeds from its much-touted EcoClassics CDs to a 
variety of environmental and conservation organizations. Its recording of the Beethoven 
Quartets (Op. 132 and the Grosse Fugue) on this label received a 1995 Grammy nomination. 
The most recent EcoClassics release is a mixed repertoire CD with flutist Carol Wincenc 
and baritone Douglas Webster. The Muir can also be heard on recording for ADDA/Qualiton 
and EMI, for which it received two Grand Prix du Disque. 
Highlights of recent and upcoming appearances include cities such as New York, Chicago, Los 
Angeles, San Francisco, Philadelphia, Detroit, Vancouver, Montreal, Seattle, Cincinnati, Pittburgh, 
Phoenix, Toronto, Houston, and Minneapolis. The quartet's busy European concert schedule 
also takes them frequently throughout Germany, France.Austria, Switzerland, Belgium, and the 
Netherlands. 
The Muir has been lauded for its stunning performances of complete Beethoven String 
Quartet cycles of Boston, Providence, Salt Lake City, Bozeman (Montana), the University ·of 
Maryland, and on the prestigious Slee Series in Buffalo. The 2002-03 and 2003-04 seasons will 
bring encore performances of the Beethoven Cycle in Boston and Providence by the Muir. 
THE BEETHOVEN STRING QUARTETS 
The Early Quartets 
Beethoven waited a surprisingly long time to debut as a composer of string quartets, especial-
ly considering the popularity of the genre in Viennese salons. Perhaps he was simply reticent 
about competing so directly with Haydn, the acknowledged master of the medium, who pro-
duced fourteen of his greatest quartets (published as Opus 71, 74, 76, and 77) between 1793 
and 1799, Beethoven's first years in Vienna. Moreover, Beethoven's earliest chamber works 
were tied to the piano, his own instrument, beginning with the very first pieces that he 
deemed worthy of receiving an opus number, a set of three piano trios. But eventually, he 
weaned himself from the piano, largely through the medium of the string trio, and demon-
strated complete mastery of the problems of composing for strings without piano in the 
Opus 3 and Opus 9 trios, as well as in the charming Opus 8 serenade. Yet he remained over-
ly modest (as it seems to us) about quartet writing. Not until 1798 did he begin work on a 
set of quartets, and most of the next two years was required to bring it to completion. The 
entire Opus 18 set was published in 180 I; they marked the end of the first stage of 
Beethoven's involvem·ent with the string quartet, an involvement that was to last, on and off, 
for the rest of his life. 
The Middle Period Quartets 
Following the completion of the Opus 18 quartets, Beethoven avoided the string quartet 
medium for a time. The gap was not especially long-only about four years-but it was momen-
tous for Beethoven's creative development. Those four years saw the creation of the Eroica 
Symphony, which marked the opening of the floodgates. Never again was Beethoven to be so 
prolific, turning out symphonies, concertos, quartets, sonatas, and an opera, along with many 
other works, all projected on a scale much larger than before. Until very recently, it was 
always the middle period that people referred to when they spoke of Beethoven's style; the 
early works were too much influenced by his forebears, it was said, while the late ones were 
too bizarre and recherche. Even today, though we recognize the authentic Beethoven behind 
the masks of all three periods, we often feel that his middle period Beethoven's works are 
individual in a way not always true earlier (though even here, his enormous debt to Haydn 
and Mozart is still evident). Actually the so-called "middle period" quartets were not com-
posed in the same brief, relatively uninterrupted span as were the early and late works. Opus 
59 occupied Beethoven from 1805-6, but he also composed the Fourth Symphony, the Fourth 
Piano Concerto, the Appassionata Sonata, and Fidelio (in its first incarnation as Leonore) dur-
ing the same time. Opus 74 and Opus 95 did not come along until 1809 and 1810 respec-
tively, and few works are more diverse than these two siblings. Still, these five quartets have 
always been the most frequently performed and, rightly or not, their taut muscularity symbol-
izes our concept of what is Beethovenian. 
The Late Quartets 
Beethoven returned to the medium of the string quartet in 1824-following a break of some 
dozen years-after he had completed his Ninth Symphony, the last of the thirty-two piano 
sonatas, and the Missa Solemnis. The five late string quartets thus became Beethoven's final 
musical testament, containing some of the most personal music he ever wrote. For most of 
the rest of the century, response to these works was either patronizing (the assumption 
being that they were so "odd" simply because Beethoven's deafness caused him to misc-
late the musical effect) or downright hostile (one French composer referred to them as 
muddy source from which has flowed all the bad music of the last half-century"). This is iron-
ic, because Beethoven's contemporaries heard them without undue alarm. Yet even as late as 
the I BBO's, more than half a century after Beethoven's death, a Boston reviewer reported a 
performance of one of them and wondered in print whether the performers or the audience 
were more confused by the piece. 
Still, these quartets had an extraordinary influence on some composers-among them Wagner, 
Elgar, Schoenberg, and Bartol<. Eventually, the master inherent in this music became widely 
recognized by listeners as well. 
String Quartet in E-flat Major, Opus 127 
On the surface, Opus 127 is the most "normal" of the late quartets. It is cast in the typical 
four movements, and these are comfortably arranged in the familiar tempos and types-fast, 
show (with variations), scherzo, and finale. Yet none of the simple, cut-and-dried formulas so 
often applied to classical instrumental works explain this music satisfactorily, Beethoven has 
rethought it in fundamental ways. This, no doubt, is what so thoroughly confused and upset 
many early listeners. Although Beethoven is more than ever concerned with melody, even of 
the simplest, most hummable sort, and though he peppers his scores with performance direc-
tions (the general burden of which is "expressive and singing"), the lyricism to be found here 
has .the kind of glorious abstract perfection of high Renaissance polyphony. Some of the for-
m: ents that had hitherto been most important to Beethoven, such as dramatizing the 
mo, _ om one key to another (which helped make them easier to apprehend), are now 
replaced by an emphasis on the thing-in-itself: principal themes (and keys) are followed by 
secondary material with only the briefest of transitions, as if sheer opposition of keys and 
ideas is enough. At the same time, Beethoven is concerned to work out the long-range signif-
icance of tonalities, even of individual chords, with a powerful new logic. 
The first movement begins with what sounds like an introduction (Maestoso) aiming toward 
C major immediately after stating the home E-flat; but it functions as the first phrase of the 
main theme, followed by a strongly contrasting lyrical second phrase. The Maestoso is har-
monically straightforward, but Beethoven has set it up in such a way rhythmically as to make 
it difficult for the ear to parse beat and phrase. The lyrical phrase that follows, a singing 
sequential melody, characterizes most of the movement in the sheer vocal style of the writing 
for the four strings. The briefest of modulations brings us to G minor (this is unexpected, 
avoiding the "normal" dominant key of B-flat) for another, equally lyrical second theme. The 
Maestoso idea, now in G major, leads off the development, which works through contrapuntal 
treatments of the main lyrical theme before coming round to the ·Maestoso again, now in C 
(the key that was hinted at in the beginning and is now finally achieved). This soon leads into 
the recapitulation (omitting the Maestoso, beginning with the lyrical consequent phrase). Soon 
after this return there is found an ornamentally rewritten phrase that has always struck me as 
the source of much of Edward Elgar's style--melodic elaboration combined with freely cross-
ing voices to bring the different instruments into relief on consecutive beats of the measure; 
Elgar could have learned this essential aspect of his style in these four measures. 
The Adagio is a rich and extended theme-and-variations movement in which, as so often in 
late Beethoven (and so seldom before) the theme itself seems to be a kind of elaboration in 
search of its original Idea, and Beethoven's investigation of its possibilities gives both the lush-
. est kind of enrichment and the most radical simplification. Also radical is his way of uniting 
ti"\~ ee tonalities - A-flat, E, and C# minor - in which the different variations appear, with a 
la~ densed reference in the coda, cheek-by-jowl as a final summing up. 
The Scherzo sets off from simple pizzicato tonic-and-dominant chords, but it moves so widely 
afield that this dance movement becomes the dramatic center of tension for the whole 
quartet. It is enormously long for a Scherzo; in that respect it is similar to the gigantic sec-
ond movement of the Ninth Symphony, composed only a short time before. Here, as in the 
Ninth, the Scherzo begins with a fugal exposition, boldly combining genres that would then 
ever have been connected. But in the quartet, the fugue is broken up into jerky little sec-
tions, as opposed to the large-scale simplicity of the Trio, which moves through a few closely 
related keys to land firmly on the dominant B-flat (for the first time in the whole quartet 
really, since that B-flat was evaded in the first movement}; this brings on the return to the dis-
junctions of the Scherzo. No sooner does that come to an end than Beethoven introduces 
one of his favorite jokes, suggesting that the whole huge Trio-and-Scherzo combination is 
going to come around yet another time; but here the incipient Trio breaks into a few meas-
ures of silence, and the Scherzo cadence brings the movement to its close. 
The Finale provides a conclusion of charm and wit, with a series of themes that could almost 
be folk tunes. The principal tune itself is introduced is introduced by the first violin; it con-
tains one aberrant note that becomes very intrusive. Three times in a row the violin offers a 
little turn, landing on a longer note. The first two times that longer note is A-flat, perfectly 
normal for a melody purporting to being E-flat; the third time, the A-flat unaccountably 
becomes A-natural, a note foreign to this key, and that small inconsistency sets up mucn f 
the activity of the movement, including the extraordinary coda, which goes into 618 tit d 
presents a new view of the thematic material in C major, A-flat major (references in pat, to 
important tonal areas in earlier movements} before returning home in an amusing close. 
String Quartet in F Major, Opus 18, No. I 
Although published as the first of the Opus 18 set, the F Major quartet was almost certainly 
the second to be composed. Ignaz Schuppanzigh, the corpulent violinist who was the leader 
of the string quartet that played the first performances of many of these works, persuaded 
the composer that this quartet would make a more impressive head-piece for a publication. 
His reaction to the obvious newness of Beethoven's approach has been shared ever since by 
listeners and analysts, for whom the F Major has always been the most popular quartet in 
Opus 18. But the version we know today is not the one Beethoven first composed. He sent 
a set of manuscript parts (labeled "Quartett II" on the title page) in July 1799 to his friend 
Karl Amenda with a friendly dedication. Two years later he warned Amenda not to let anyone 
see that copy, since he had in the meantime completely rewritten the piece. Fortunately, 
Amenda preserved the manuscript, which thus allows us to study the changes that Beethoven 
felt to be such significant improvements. Though some of these have to do with details of 
quartet scoring, they also reveal a concern for moderating to some degree the extraordinary 
range between tension and relaxation in the piece, and for reducing slightly the single-minded 
concentration on the tiny but powerful opening melodic turn. In addition, Beethoven com-
pletely recast the fugato section in the middle of the first movement. 
No doubt the main reason for the popularity of this particular quartet is that it already has 
most of the characteristics we associate with "middle-period" Beethoven, the works that have 
always been the best known: intense thematic concentration, harmonic force and daring, and 
two-fisted energy. The opening turn is so much at the heart of the first movement that we 
find it difficult to imagine it in any other form. But its conception gave Beethoven a great deal 
of trouble; he sketched version after version in 414 time, never satisfied with the resulr 1 
Then the solution appeared-a simple one, as often happens in such cases, but far-reach ._ --
the same time: to conceive the music in 314 instead of 414, so that the removal of a single 
"dead" beat provided just the right degree of drive. 
Though it seems ubiquitous, the opening motive is, in fact, only one of several sharply distinc-
tive musical ideas, each nervously rubbing shoulders with the next in strong contrast. (In fact, 
Beethoven apparently decided that he had rather overdone the emphasis on the first turn fig-
ure in the original version, since he cut out some two dozen appearances in the revision, thus 
throwing the contrasting material into greater relief.) Shortly after the development gets 
underway, Beethoven begins a full-scale contrapuntal passage as a means of building the ten-
sion. In 1799 he had sent Amenda a version in which the fugato was absolutely regular, each 
instrument entering one bar after the one before. The revision screw up the level of energy 
with an extra jolt by introducing cello, then viola, then first violin as before, but having the 
second violin rush in with its turn motive only a single beat after the first violin; now, too, the 
entire passage runs longer than before. It is followed by a kind of relief, a long-breathed 
series of sequences in which violin phrases gradually settle down over repeated notes in the 
lower voices, but here Beethoven is moving in stately grand steps toward the dominant to 
prepare the vigorous return to the recapitulation. 
Amenda recounted an anecdote according to which Beethoven played the second movement 
for him while he was still composing the quartet and asked him what it reminded him of. The 
conin ser was pleased at his answer, "The parting of two lovers." He explained that he had 
be "nking of the scene in the burial vault at the end of Romeo and Juliet; an early sketch 
for \.•, movement seems to confirm the truth of the tale, since it has the words "Jes derniers 
soupirs" ("the last sighs") written over it. With or without reference to Shakespeare, the 
Adagio is highly dramatic, all the more remarkable because this expressive richness is devel-
oped with in the strict framework of a complete slow-movement sonata form. 
The Scherzo that follows avoids the potential trap of being too light after the intensity of the 
slow movement by having its own potent emotive force compounded of chromaticism, wide-
ranging harmonic movement, and rhythmic vigor. The last movement is an enormous sonata-
rondo filled with striking ideas including a splendid polyphonic development and a new lyrical 
theme in D-flat (reflecting a similar modulation in the first and third movements) derived 
from an earlier melody. 
String Quartet in C Major, Opus 59, No. 3 
A Viennese composer writing a quartet in C major with a slow introduction featuring mystify-
ing and dissonant suspended harmonies cannot fail to call up the ghost of Mozart; and 
Beethoven's Opus 59, No.3, does indeed remind us of the earlier master's "Dissonant" 
Quartet, at least in its opening measures, which play musical puns with Beethoven's favorite 
chord of ambiguity, the diminished seventh. The Allegro vivace gets underway with a two-
note rhythmic figure consisting of pickup and downbeat rising stepwise, a figure that becomes 
nearly ubiquitous in the movement to follow. The chords that support this figure punctuate 
interjections by the first violin taking off in solo flight. (The concerto-like flashiness of some 
of the soloistic writing calls to mind the fact that Beethoven was heavily involved in the com-
position of concertos immediately before and after the Opus 59 quartets: the third through 
fifth piano concertos, that for violin, and the Triple Concerto all appeared within a year or two 
on either side.) 
Tl; w movement, in A minor, though not too slow (Beethoven modifies the marking 
Ar. e con moto with the addition specification "quasi Allegretto"), is filled with soulful 
"Russian" qualities, perhaps to make up for Beethoven's failure to include a Russian folk song 
in this core, as he had done with the other two works in this set dedicated to a Russian 
nobleman. In any case, the hints of modal themes and scales in this extended movement may 
very well have been his idea of what Russian folk music sounded like. 
By way of contrast, the movement that follows is unexpectedly a Minuet, squarely phrased, a 
decidedly old-fashioned genre employed here as a buffer between the somber, heavily minor-
key weight of the slow movement add the vigorous energy of the finale. 
The last movement is one of Beethoven's most vigorously pushy, even hectoring quartet 
movements, built on a racing, somewhat repetitious fugato designed to return at the recapitu-
lation enriched by the addition of a new counterpoint. The emphatic buildup to climaxes 
(sometimes rudely undercut, other times allowed to grow to completion) obviously recalls 
the triumphant C-major conclusion of another work of those years--the Fifth Symphony. 
Here, as elsewhere in his quartet output, Beethoven strains the rhetorical possibilities of the 
medium to the limit to close in a burst of glory. 
-notes from the Performing Arts Series at Rhode Island College 
BOSTON UNIVERSITY SCHOOL OF MUSIC 
UPCOMING EVENTS AND PERFORMANCES 
Thursday, February 12, 7:30pm 
Friday, February 13, 8:00pm 
Saturday, February 14, 8:00pm 
Sunday, February 15, 2:00pm 
Thursday, February 19, 7:00pm 
Sunday, February 22, 8:00pm 
Tuesday, February 24, 8:00pm 
Wednesday, February 25, 8:00pm 
Boston University Opera Institute 
Don Pasquale 
Sharon Daniels, stage director 
William Lumpkin, conductor 
Box Office 617-266-0800 
Boston University Theatre 
Soloists' Competition 
Finals of the Soloists' Competition 
Concert Hall 
National Association 
ofTeachers of Singing (NATS) 
Boston Chapter, Song Festival Final Auditions 
Concert Hall 
Boston University Wind Ensemble 
David Martins, conductor 
with Charles Villarrubia, tuba 
Gould Fanfare for Freedom 
Lan Formosa Dance 
Vaughan Williams Concerto for Tuba 
Hartley Concerto for 23 Winds 
Gates Icarus and Daedalus 
Tsai Performance Center 
Faculty Col'cert 
Yuri and Dana Mazu1 h 
and Ft ; ds 
with works by Grieg, Mozart, 
Saint-Saens, and Schubert 
Tsai Performance Center 
CONTRIBUTORS TO THE COLLEGE OF FINE ARTS 
MUSIC PROGRAMS 
$50,000 and above 
Surdna Foundation, Inc. 
$25,000 to $49,000 
National Endowment for the Arts 
Yamaha Corporation of America 
$10,000 to $24,999 
The Clowes Fund, Inc. 
$5,000 to $9,999 
Aram and Jasmine Chobanian 
Ms. Doris S. Kitchen 
$ to $4,999 
Ro,_,.,, bott, D.D.S. 
Richard Carmel Charitable Remainder Trust 
Maria Clodes-Jaguaribe 
Clovelly Charitable Trust 
Mr. William E. Earle 
Mr. Clifford R. Eisler 
Mr. and Mrs. Darrell R. Griffin 
Esther B. Kahn Charitable Income Trust 
Mrs. Leanne C. Robinson 
Joel L Sheveloff 
Avedis Zildjian Company 
$500 to $999 
Cynthia and Oliver Curme 
Dr. Edna L Davis 
Mrs.Ann B. Dickson 
Phyllis Elhady Hoffman 
Colonel Capers A Holmes, USAF(Ret.) 
Larry G. and Ann Howard Jones 
Ms.Andrea Okamura 
Eftychia Papanikolaou 
Elizabeth Anne Seitz 
Jeremy Yudkin 
$250 to $499 
Dr. Maki Amano 
Mr. George LAndersen 
Ors. John and Harriet Carey 
Andre F. de Quadros 
Mrs. Carolyn B. Fowles 
Mr.Walter M. Frisch 
Mr. W. Newell Hendricks 
Mr. Raphael Hillyer 
Nancy F. Lewis 
Mr. John E. Loveless 
Mr. Pierluigi Petrobelli 
Ms. Helen J. Steineker 
Contributors to the Music Programs belong to a special group of people who believe in the importance of sup-
porting young musicians through their educational activities, events, programs, and performances. 
We invite you to lend your support by joining the Friends of Music at the College of Fine Arts. For information, 
please contad Chris Santos, Direaor of Development and Alumni Relations, Boston University College of Fine 
Arts, 855 Commonwealth Avenue, Boston, MA 02215, or call (617) 353-2048. 
Tl represents donors who have generously supported our programs this current fiscal year. Due to program 
de~ s, some donor names may be abseni from this list We thank you for your understanding. 
BOSTON UNIVERSITY SCHOOL OF MUSIC FACULTY 
Strings Ian Greitzer clarinet Voice Theory and 
Steven Ansell viola* Ronald Haroutunian bassoon Sarah Arneson* Composition 
Edwin Barker double bass* Scott Hartman trombone* Penelope Bitzas* Martin Amlin* 
Lynn Chang violin Gregg Henegar bassoon Kendra Colton Theodore Antoniou* 
Jules Eskin cello Daniel Katzen horn Alison d'Amato Richard Cornell* 
Emily Halpern-Lewis harp Christopher Krueger flute Sharon Daniels* Lukas Foss* 
Raphael Hillyer viola Lynn Larsen hom Mark Goodrich* Charles Fussell* 
Bayla Keyes violin* Charles Lewis trumpet Phyllis Hoffman* Samuel Headrkk* 
Mkhelle Lacourse viola* Rkhard Mackey hom Frank Kelley David Kopp* 
Lucia Lin violin* Thomas Martin clarinet Barbara Kilduff Ludmilla Leibman* 
Malcolm Lowe violin Rkhard Menaul hom Susan Ormont Tetyana Ryabchikova 
Dana Mazurkevich violin Michael Monaghan saxophone Z. Edmund Toliver* Gerald Weale* 
Yuri Mazurkevich violin* john Muratore guitor Historical Performance Steven Weigt 
lkuko Mizuno violin Craig Nordstrom clarinet Aldo Abreu recorder Music Education 
George Neikrug cello Rkhard Ranti bassoon Laura Jeppesen Bernadette Colley* 
James Orleans double bass Thomas Rolfs trumpet viola do gamba Andre de Quadros* 
Leslie Parnas cello Matthew Ruggiero bassoon Christopher Krueger joy Douglass 
Ann Hobson Pilot harp Eric Ruske hom* Baroque flute William McManus 
Mkhael Reynolds cello* Robert Sheena English horn Marilyn McDonald Sandra Nicolucci 
Todd Seeber double bass Ethan Sloane clarinet* Baroque violin Anthony Palmer 
David Soyer cello James Sommerville hom Emlyn Ngai Steven Scott 
John Stovall double bass Linda Toote flute Baroque violin He id I Westerlund* 
Roman Totenberg violin Charles Villarrubia tuba Martin Pearlman* Conducting 
Mkhael Zaretsky viola Jay Wadenpfhul hom Marc Schachman David Hoose* 
Peter Zazofsky violin* Douglas Yeo trombone Baroque oboe Ann Howard Jones* 
Woodwinds, Brass, Piano Peter Sykes harpsichord David Martins 
and Percussion Anthony di Bonaventura* john Tyson recorder Craig Smith 
Laura Ahlbeck oboe Maria Clodes-jaguaribe* Musicology Opera Institute 
Ronald Barron trombone Tong-II Han* Zibigniew Granat Judith Chaffee 
Jonathan Bisesi percussion Linda J iorle-Nagy Thomas Peattie* Phyllis Curtin 
Peter Chapman trumpet Collaborative Piano Joshua Rifkin Sharon Daniels* 
Doriot Dwyer flute Michelle Alexander Joel Sheveloff* William Lumpkin* 
Terry Everson trumpet* Shiela Kibbe* Jeremy Yudkin* Christien Polos 
John Ferillo oboe Robert Merfeld Staff Pianists Claude Corbeil 
Richard Flanagan percussion Organ Michelle Alexander Jeffrey Stevens 
Joseph Foley trumpet James David Christie Kathryn Bruns Allison\bth* 
Marianne Gedigian flute Nancy Granert Eve Budnick Tomer Zvulun 
Timothy Genis percussion Gerald Weale* Phillip Oliver 
David Richardson *Denotes full-time 
Geoffrey Wieting faculty 
BOSTON UNIVERSITY COLLEGE OF FINE ARTS 
ADMINISTRATION 
Walt Meissner, Dean ad interim 
Andre de Quadros, Direcror, Schaal of Music 
Jim Petosa, Director, School ofTheatre Arts 
Judith Simpson, Director, School ofVisual Arts 
Patricia Mitro, Assistant Dean, Enrollment Services 
Ellen Can; Executive DirectDr for External Relations 
Chris Santos, Internal Director of Alumni Relations 
Karla Cinquanta, Alumni Officer 
Boston University College of Fine Arts, 855 Commonwealth Avenue, Boston, MA 02215 (617) 353-3350, www.bu.edu/cfa 
